Prologue
It is said that Le Corbusier used to keep a picture of his 1914 Maison Dom-ino scheme side by side with a picture of the Parthenon from his 1911 visit in Athens. It is also known that he viciously fought against the talk of styles in the architectural discourse. How should we interpret then the above mentioned coupling of Dom-ino, the epitome of technique of the 20th century architecture, along with the Parthenon, the most imitated object of any iconographic style prior to Modernism? This research will argue for the stylistic affiliations of Le Corbusier's work in an attempt to map the trajectory of architectural forms applied in the extensive work of the legendary architect.
In his 1936 Oeuvre Complete, Le Corbusier writes:
"In a hundred years we could speak of a "style". We should not do so today, but only of STYLE, which is, the moral tendency of any work created, truly created compositions. Style, as a term aims for the systematic approach towards the artistic creation2. However, although the 19th century architectural theoreticians went through great pains to define a methodological approach towards architectural styles, since the dawn of Modernism it has been abolished from architecture's critical analysis3. This however does not mean that it was not continuously used in terms of the architectural practice. The correspondence between architectural form and extrinsic factors is that which posits it as an "undiscussed, self-evident" analytical tool upon which our historical consciousness is based 4 . It is this basic role of style for the ordering of historiography that establishes its use essential for the relevance of produced innovative works. And although modernist rhetoric denounced style as an operative motive, the production of style has provided the organizing factor and orienting framework for the social production of the architectural discipline 5 that is currently re-emerging, in relation to the social changes of the second half of the 20th century characterizing architecture's development with its immediacy 6 .
Objectives
The objectives of this research would be to point out, in architectural terms, the "STYLE" or "styles" used by Le
Corbusier.
 What defined his stylistic periods?
 What were the reasons for his recurring stylistic shifts?
 How did he structured his personal image, and to what extent this affected his stylistic engagements?
 What role did his careful post-production played in the formation of his work's image?
Methodology
The research will be organized in two parts, dealing with two aspects of style a) towards his work and b) Le
Corbusier himself.
o Le Corbusier: The Architectural Styles: The first part will deal with the classification of his architectural work in specific stylistic groups as well as his linkage to wider stylistic movements. The built architectural projects will be chronologically presented, noting his projects that proved to be pivotal to his stylistic shifts. Moreover, a short comments will be made on Le Corbusier's main design or constructional inventions in order to observe to what degree these innovations shaped his stylistic endorsements throughout his architectural career.
o Le Corbusier: The Style of the Man: The second part will deal, more generally, with Le Corbusier's personal style of appearance, tracing an overview of his wide spectrum of coinciding interests that structured his persona as a sophisticated artist. His unceasing passing through multiple design and knowledge fields will be put in perspective with the structuring of his image, along with other factors that shaped his figure such as: his careful post-production of his work, his participation and direction of exhibitions and associations as well as his numerous publications. . This study will attempt to address these periods through an analysis of the principles that Le Corbusier posed as his basic starting points for his architecture and the different formal characteristics of his styles.
The Formative Years (1887-1922)
This first period could be characterized as Proto-Modern. The elements of the architectural vernacular that Le
Corbusier deemed dominant were gradually simplified towards a new direction that allowed modernism to emerge. Regional, Art Nouveau and Neo-classical were mutated stylistically losing their cohesion with the motives that generated them: local elements wore off, contradiction between art nouveau and industry climaxed and neo-classical doctrines seemed all too distanced.
Le Corbusier's early years were marked by his largely influential roots in his upbringing at La Chaux-de-Fonds.
The regional styles of the area, as well as the popular Art Nouveaux styles of the epoch do appear in Charles
Jeanneret's first works. His very first contribution to designing a building at the early age of 17, was the Villa Fallet, in the "pine tree style" (style sapin) a regional art nouveau ramification that was popularized by the La 
The Rational Approach (1922-1944)
The The houses also popularized the use of the golden number. This however was not considered as a reference to neo-classicism, but as an embrace of the mathematical nature of beauty that the modern style aimed for, through the use of proportionality and ergonomy. It is also key for understanding that from its beginning, the original modern style of Le Corbusier was prospectively determined to have a formal aspect. In contrast to the contemporary Bauhaus initiative that claimed a modern style that derived from functional uses, in Le Corbusier we can recognize his architecture works artistically destined in the same way as he has a priory defined the equivalent style of purism in his paintings.
The second series of buildings, the social housing projects are linked less through formal elements and more in matters of design methods in combination with their social mission. The 1922 project for the city of three million habitants opened the way to a wider understanding of the Dom-ino archetype in new a social context. Its formal vocabulary was much harsher than his contemporary villas but in a way more simple and disciplined. Such urbanistic projects that Le Corbusier subsequently produced gave notoriety to his practice while also justified the formation of a modern architectural style since it could impose a modern "lifestyle" as an instrument of authority in the "machine age". These projects made clear that Le Corbusier's modern style was not limited to the scale of the villas but could even be applied to the size of a whole city. The housing project in Pessac from 1925 was representative of his efforts and displays paradigmatically the problems that the implementation of modern style in a massive scale would have.
There are several points that should be discerned regarding the formal aspect of this series of buildings. Firstly, despite the economic limitations and the high degree of standardization, Le Corbusier managed to feature in these buildings his 5 points of architecture. This meant that a stylistic cohesion could be maintained in a totally different scale of size and budget and in a different intensity as well. Standardization and homogeneity were also exhibited as stylistic features, something that could not be argued for his villas. A sort of customization offered to the inhabitants also had a formal impact that characterized these projects, as for example was the case in Pessac. Most of these housing projects are rarely perceived from an artistic viewpoint but it could be said that they were the first to test the adaptation of the middle class in modern aesthetic standards perceiving the modern style as the materialization of a communal feeling of progress rather than an artistic novelty. If we were to speak over Le Corbusier's regionalistic influences we should place them in context of his expressionistic attitude since the local elements seem to have been used more in order to break with pure modernism's homogeny and less as an attempt to apprehend the regional culture as the later movement of critical regionalism did. If his first period the regional influences where placed under consideration, questioning and dismissal, in his third period they are summoned to enrich the expressionistic characteristics of his projects through the hand-mafe, the textures, the colours etc.
In contrary to his 1920 machine aesthetic, by the end of his life he had adopted practically the opposite approach:
a steady, organic, artisanal approach to building, and a healthy respect for history and tradition. Of all his late stylistic experiments notwithstanding, there is no "Modern Architecture" to which he was faithful-only the basic principle of being critical and creative. It is a matter of contention, whether Le Corbusier's emotional defense of architecture' s status as an art was the weakness or the strength of his theoretical system. It was a system that entangled him in contradictions in its attempts to find architectural and technical solutions to the problems of industrialization, aesthetics and mass-culture. These contradictions are bound to be expressed in terms of style, being modern, brutalist or post-modern, they are the architectonic metaphors of industrial reality.
Part 2. Style in Le Corbusier's Life
Although Le Corbusier's architectural styles shifted, mutated and unfolded in every direction, the expression "in Corbusian style" is only comparable to "Paladian style", as the only architectural styles to be attributed to one sole creator. This is only representative of Le Corbusier's influence not only through his actual work but through his presence as an artistic persona and the man that personified 20 th century architectural anxieties.
It is known that Le Corbusier went through great pains in order to structure his profile but the question of what constitutes the brand "Le Corbusier", has come to pass in the realm of mythology even for the 21 st century,
where Le Corbusier's mystical figure continues to dazzle us. And this was part of the plan, for although Le
Corbusier was determined to be well known, he was also determined not to be known well. He never added an autobiographical memoir to his extensive writings, and he disclosed so few personal details that he seemed to have no private life at all. However, one thing everyone knew about him was his relentless Protestant work ethic, befitting the son of a Calvinist watchmaker 14 .
Le Corbusier was documented to be shy, but nonetheless a cunning self-promoter imposing himself as a trademark from as early as 1917, when he started living in Paris and entered Perret's "Thursday luncheon Despite his careful positioning, one think that served foremost his self-projection and that we can apprehend as largely internal and personal was his ceaseless production of writings. Whether books, pamphlets, journals, articles or his extensive mailing correspondences, writing was for Le Corbusier the main instrument of identification. It is the link that connects his diverse forms of his architectural projects under the roof of -isms: "modernism", "purism', "functionalism" or "brutalism". The spirited literature is the context upon his styles were grouped keeping his audience hooked on each of his ventures and still considering them part of a compact rationale. Largely inspired by Ruskin, Le Corbusier considered the architect foremost, an intellectual, an artisthero with deep knowledge of philosophy and literature. It is a fact that Le Corbusier's identity card stated himself as an "homme des lettres". With no more than 57 actually executed projects, the more than 50 books he produced were his most immediate way of achieving a status of a prudent, well-advised and innovative architect.
His book The Athens Charter is an exemplary occasion when he capitalized on the momentum of the CIAM when acting alone he published the material that was produced by the organization as a whole. In his early years, books were also his way of leaving his provincial hometown, being funded to travel in order to write reports (trip 
Conclusion
Mainly, Le Corbusier used the word "fait" (effect, event) instead of the word "style", such as in his expression "le fait brutal". And most famously he attacked the notion of style in his frontispiece of the chapter "Eyes that do not see", from his Vers Une Architecture (1923): "Architecture is stifled by custom. The styles are a lie. Style is a unity of principle animating all the work of an epoch, the result of a state of mind which has its own special character. Our own epoch is determining, day by day its own style. Our eyes, unhappily, are unable yet to discern it."
Le Corbusier did not consciously set off to structure a style. He did however pioneer several ones. What he was determined to do from the start was to establish a doctrine that would affect all of modern life. By 1910 in a letter to his friend and mentor W. Ritter, he writes: "General culture today, when no single style reigns, seems to
